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MY3UYHI CUMBOJIHA TA IXHI HOETUYHI AHAJIOTHA
YV BOKAJIBHIH JIIPHIII K. IEBFOCCI

Memoro cmammi € xapakmepucmuka sumoxie eokanvhoi nipuku K. Jebiocci,
Tene3a sAKOI MIiCmMumvcsi y XyOOACHbOMY CUMBONIZMI. Y 36°A3Ky 3 mum, wo
meopis My3uiH020 CUMBOII3MY 00Ci He po3pobieHa, HeoOXiOHO 6)10 36epH)-
mucst 00 miel eany3i 3HaHb NPO MUCMEYMEO, Oe Ysi Meopisi 8dlce Mae nid coboio
sazome niozpynms — 0o aimepamyposnascmea. Ha yiti niocmasi 3pobaeno
BUCHOBOK NPO CYMIMEBE 3HAYEHHS, eCIEMUKU [ NOEMUKU CUMBOTIZMY O CIUTIO
K. Jlebrocci 6 yinomy, a ocobnugo, ons io2o eoxamvhoi nipuxu (melodies),
3 AKOI I NOYUHAAACSA CUMBOTIICMCHKA JIHIA Y MBOPUOCHE KOMIO3UMOPA.

Knrouoei cnosa: cumeonizm, cumeonicmeovka noesis, My3udHull CUMB0Ii3M,
melodiés K. [ebiocci, croso i mysuxa ¢ melodiés K. Jebiocci.

MeTo10 CTaTTi € XapaKTepHCTHKAa BUTOKIB BOKasbHOI Jipuku K. [le-
Orocci, TeHe3a IK0i MICTUTBCS y SBHILI Xy00dcHb020 cuMBoITizMy. 00’ €KT
JOCTIPKEHHS — CTHIIh My3u4dHOTro ciMBoiizmy K. JleGrocei, mpeamer — iforo
peauizariist y sxaupi melodies.

VY 3B’s3Ky 3 TUM, 10, K 3a3Ha4dae JI. Kokopesa, «Teopis My3U4HOTO
CHUMBOJII3MYy Ie HE PO3poOJieHa, 1 HAaBITh SIK €CTCTUYHA KAaTeropis B
JmiTepaTypi mpo MYy3WKYy BOHA 3yCTpIYa€eThCcsl HE 9acTo, XO04a 3 PIi3HUX
CTOpIH MY3MKO3HAaBCTBO 110 Hel HaOmwkaeTbes» [4, c. 23-24], ciix 3Bep-
HYTHCS JI0 Ti€i raiy3i 3HaHb PO MHCTEINTBO, JI¢ TEOPis CUMBOII3MY BXKe
Mae€ I1iJ] co00I0 Barome IMmirpyHTs — JI0 JIITepaTypO3HABCTBA.

V cioBecHill TBOPYOCTI, SK Yy TPO3i, TaK i B 1Moe3ii, CAMBOJII3M 0e310-
CepeIHBO OB sI3aHMUI 3 MOBOIO 1 (hopMmoto. 3a gymkoro O. [TotebHi, «cum-
BOJTI3M MOBH, Ma0OyTh, MOXKe OyTH Ha3BaHWi ii MOCTUYHICTIO, HABIAKH, 3a-
OyTTs BHYTPIIIHBOI (JOPMHU 3MAETHCS HaM MPO3aidHICTIO citoBay [8, ¢. 155].
Ie o3nagae, 30kpema, IO 3MICT (i1es]) € B MUCTEITBI CIIOBA MiHJIMBHM, a
cJ10BO (00pa3, CTBOPIOBAHUI CIIOBOM), — OUTBII HEPYXOMHM 1 CTaO1TBHUM.

MiHIHBICTh 3MICTY BUPAXKAETLCSA B TOMY, IO «OIMH 1 TOH ke o0pa3
HO-pi3HOMY Jli€ Ha Pi3HUX JIIO/EH 1 Ha OJHY 1 Ty * 0c0o0y Y pi3HHH Yac; i
TBEP/DKEHHS PO T€, MO (HOPMOIO TOSTHYHOTO TBOPY € HE 3BYK, IEPBiCHA
30BHINTHS (opMa, a CI0BO», BIpHO JIMIIE YaCTKOBO, OCKUIBKM MOBa e
PO «€eAHICTH 3BYKY 1 3Ha4YeHHs» [8, . 160].

s mo3nadenHs 1iei exnocti O. JloceB yBiB 0 dinocodii Ta ecre-
THKW TIOHATTS «IHTEJIreHmis»: «CBIIOMICTh, IHTEIITCHIS € CITBBiIHE-
CEHICTh CeHCy 3 caMuM coboro» [5, ¢. 21-22]. V O. JloceBa BUIIAIOTHCS
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TPU CTYNEHi iHTeNireHuii — Mi3HaHHSA, NParHEeHHSA, MOYYTTSA, MPUIOMY
OCTaHHI «SBIISTIOTH COOOI0 CHHTE3 Mi3HAHHS 1 MparHeHHs, B HBOMY MH
3HAXOAMMO HiOM KOJIOOOIr IHTEIIreHIil HaBKOJO ceOe camoi, HaBKOJIO
CBOTO BHYTPIIIHEOTO MTOTAEMHOTO IEHTPY» [TaMm ke, ¢. 30]. CuMBoIi3M y
moe3ii 03Havae emHICTH GopMU i 3MicTy, mo A. Binuii moscHIOBaB Tak:
«[ilicHicth, cTBOpeHa borom, € miliCHICTHP CHMBOIIIYHA, TIPO Hei He
MOJKHA CKa3aTH, 1[0 BOHA MPOSBISETHCS B HAIIM AIMCHOCTI, aje mpo Hel
MOXKHa CKa3aTH, 10 BOHA €; CUMBOJIIYHHH 3MICT, SBIISIOYH HAM Pi3HO-
MaHITHICTb €IWHOTO, 3HAXOIUTHCS B MPOTUPIYYi 31 3MICTOM iMaHEHTHOI
miticHocTi» [1, ¢. 108-109].

Cuia XyZIoKHBOTO BIUTUBY CHMBOJY — B YMiHHI TBOPII, IO-TIEpIIE,
«KOHIICHCYBATH» TIEPESIKUBAHHS, MO-APYTe, «3apa3uTm» HUM iHmumX. Lle
MOBHICTIO BITHOCUTHCA IO ECTETUKHU 1 ITOETUKHA CUMBOJIICTCHKOI Toe3il 1
MY3HUKH, SIKI B KaMepHO-BOKabHIA TBopuocTi K. [leOrocci Hepo3pHBHI,
B3a€MHO JOIOBHIOIOTH OnHEe oaHoro. Imei A. Bimoro 36irarorecs 3a
3MICTOM 3 KOHIICTIIi€r0 (PeHOMEHOJIOTii cuMBoITy, po3pobienoi O. Jloce-
BuM. Ojnak, Ha BiaMiny Bix O. JloceBa sik Hacammepen Qinocoda Muc-
TenTBa, A. binuii 6auMB mMOeTHMYHWI CHUMBOJI3M, MepeldyBarouu y poii
0JIHOTO 3 Horo TBopHiB. Te % MOXHA CKa3aTH i PO «MY3UYHOTO CHMBO-
micta» — K. JleOrocci, sikuii y CBOEMY BTUICHHI TOSTHYHOT JIITEPaTypHOT
CHUMBOJIIKA HIIOB Bii MY3HWKH, NIparHy4d o0’€mHATH ii 3 TOe3i€r0 Tia
€Ti0I0 CHMBOJICTCHKOTO METOay. Tomy, XapaKTephU3yIOUd CTaBJICHHS
K. Jlebrocci no cioBa, He MOKHA KEPYBATHCS 3arajlbHUMHU YSBICHHIMH
PO «BTUICHHS, «IHTepIpeTalii», «amanrtanii» (A. Xyrtopcbka [12]), «mep-
BUHHOCTI» 200 «BTOPUHHOCTI» IIMX JBOX KOMIIOHEHTIB My3HYHO-TIOCTHY-
HOTO CHMBOJIICTCHKOTO BUCIIOBIIOBaHHA. Lle 00yMOBIIEHO B mepiry 4depry
THM, 110 CaMe€ XYyJO0XKHE CJIOBO BOJIO/II€ JBOSKOIO «SBJICHICTIO» 1 HECE B
€001 «obpas» i «mysuky» (O. Jloces [6, c. 361]).

Sk 3a3Havyae, KOMEHTYIOUYH JIOCEBCHKI Te3u, |. demenko-CkBOpPIIOBA,
«OCHOBOTIONIOXKHHH TpuHIMI Midonoriqnoro mucieHas "BCE B YCbOMY"
3HAXOJUTh CBOE IMOBHE BTUIEHHS B My3uili. ®eHOMEHONOTIYHA GopMyIia
YUCTOT0 MY3UYHOTO OyTTS, 3a JIOCEBMM: 3IHTICTH BCHOTO B YCHOMY,
3HUKHEHHS npoTuiexHocrteil» [11]. Cama mpupojga My3UUHOIO 3BYKY,
SKIIO BiH M030aBJI€HHH TPSMOTO 3B’S3KY 31 CJIOBOM, € TJIHMOLIOIO 1 3a
3MICTOM «YHCTIIIOIOY», HIK Oy/Ib-siKe «00pa3He» Horo BTiIEHHS. Y HbOMY
CeHCl MOXKHa TMOCJAaTUCAd Ha OJHOTO 3 HAaWOLIBII TOHKHX MAaHCTpiB
My3u4gHOTO 3ByKYy — @. lllonena, sikuii BBaXkaB, IO IEPBUHHUM € 3BYK, a
He cnoBo. Le miaTBepIKy€eThCS BUCIOBAMH KOMIIO3UTOPA (PYKOIMCHI Yep-
HETKH, HAYEePKU 10 «MeToIn») Je MICTATHCS TaKi CJIOBA, — «BUPAKCHHS
HAIIUX JAYMOK 32 JIOTIOMOTOIO 3BYKiB», «BUPaXCHHS HAIIMX MOYYTTIB 3a
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JIOTTIOMOTOI0 3BYKIB», «BUPAXKCHHS JYMKH 3BYKAMI», «CIIOBO HAPOIHIOCS
31 3ByKy» (IHT. 3a: [3, c. 25]).

«Mucnsauit ciryx» peani3yeTbesi depe3 IHTOHYBaHHS, SKUM BOJIOJI€
TUTBKH JIIOAWHA 1 SKE MOXKE ICHYBaTH B YsBHIM (BHYTpPIIHIA CIyX),
BOKAJTFHO-TOJIOCOBIH Ta iHCTpyMeHTanbHil popmax. Ha mili ocHOBI iHTO-
Halii KPHUCTAJi3yIOThCs, HaOyBaroTh (OpPMY, AHANOTIYHY JEKCHIHOMY
¢oHy BepOambHOI MOBH, @ y KIHIEBOMY MiJICYMKY HEPETBOPIOIOTHCS,
aKTyaJli3yIOThCS.

«AKTyajbHEe IHTOHYBAaHHS» — IIMPOKE KOHTEKCTHE TMOHSITTS 1 SIBHIIIE,
mo po3misagaeTbes B pucepranii T. Bepkinoi [2] y 3B’s3Ky 3 BHKOHaB-
YUMH iHTEPHpPETAIHHIMHI CTIWIAMU. BiTHOCHTBCS BOHO W IO KOMITO3H-
TOPCHKOT TBOPYOCTI, J€ TAKOXK JIFOTh IHTepENpETAIliiHI MOE, CIIPSIMO-
BaHi Ha 3MIHY CHCTEMH IHTOHAI[IH, OHOBJICHHS MOBHOT'O MY3UYHOTO (hOHIY.
IlepioguuHO «BiACTYMMAOYW» BiJ MOBHOI IHTOHAIIi, IPAKTHKA CYCITiIhb-
HOTO MY3WKYBaHHS IOCTIHHO TOBEpPTAEThCS A0 Hel 4epe3 BOKaIbHY
MY3HKY, TIOB’S13aHY 31 CJIOBOM.

DopMyia «cIIOBO — JIeTalizye, My3uKa — y3aranbHioe» (F0. Manumien
[7, c. 10]) — mie manmeko He 3aBXK[M, ICTOTHO MOMH(DIKYEThCS B PI3HHX
CHCTEMHO-IHTOHAIHHIX yMOBax. 3pa3KoM y3arajJbHEHHS TEHJCHLIH, 1110
BHSBIISIOTHCS B KOMITO3UTOPCHKIi TBOPYOCTI 1O BiTHOIICHHIO JIO CJIOBA, €
crarts A. lllenbepra [13], y skiii TBopelnb jgoaekadoHii 3a3Havae, M0
«UHCTO JIIOACH, 3MaTHUX PO3YMITH MOBY MY3HKH SIK TaKoi, BiIHOCHO
HeBenuke. [Ipurmyrmenns, 3rifHo 3 SKUM MY3WYHHUI TBip Ma€ BHKIHKATH
Ti 4 iHIII acouianii, B IHIIOMY BUNAAKY BiH 3alUIIUTHCS HE3PO3yMiINM,
[...] Tak mommpeHe, sk Moxke OyTH IOLIMpEHE Bce (aibluBe 1 Oa-
HanbHe» [13]. A. lllenbepr nanmi nurye A. lllomenrayepa, mo AaB, Ha
HOro MyMKY, «BHYEpITHE BH3HAYCHHS CYTHOCTI My3uku»: «Kommosutop
OrOJII0E CaMy COKPOBEHHY CYTh CBITY 1 BHCIIOBIIIO€ HAaWTIMONIY iCTHHY,
KOPHCTYIOUHCh MOBOIO, 110 HEIIJBJIaIHA PO3YMY, BiH MTOYHWHAE OIyKaTH,
HAMararo4rch IEepPeKIacTd Ha MOBY HAIIMX ITOHATH OCOOJIHMBOCTI MOBH,
HENIBIAHOT pO3yMy...» [TaM xe].

Tyt nymka, BucnopiieHa A. [llenbeprom, 30iracTbes i 3 TOUYKOIO 30pY
K. Jebrocci mpo Te, 1m0 My3HKa «CTBOpPEHA /Il HEBUMOBHOTO», 1110 BOHA
MMOYMHAETHCSA TaM, € «CIoBO € Oescwimum» (mmt. mo: [4, c. 384]. Ha
nymky A. lllenbepra, Nmomykd My3MYHOTO CEHCY I€pPETBOPIOIOTHCS Ha
CBOIO TIPOTHJICKHICTh, KOJIM «B MY3HIlI IITyKAIOTh IOJMIEBE, EMOIIiiHE,
HEMOB BOHO TOBHMHHO BKIOYaTH B ceOe i moHsaTTs» [13]. Ilix mumu
ciaoBamu mir 6u mignucarucs 1 K. JleGrocci, xoua Horo cTuiib B 00J1acTi
BOK&JIBHOT JIIPUKK Ma€ Majo CIUIBHOTO, X04Ya 1 TUIBKM Ha TMepIIHi
TIOTJISII, 3 MEHOEPTiBCHKUM.
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Moga iinie ipo 3araiibHi XyI0>KHI MOMEHTH, TIOB’13aHi 31 CTaBICHHIM
KOMITO3UTOPIB A0 TEKCTY IMTOETHYHOTO TBOPY, SKUH IMOKIAICHO Ha MY3HKY.
SAx npukan 3i cBoro ocoducroro nociny A. lllenbepr npuBouTH MiCHI
®. lllyOepra, NpOUYNTABIIA TEKCTH SKWX, BIiH 3’sCyBaB I cede, «IIo
HIYOTO HE OTPUMAB U PO3YMIHHS IICEHb 1 HI y HaHMEHINH Mipi He
MOBHHEH OYB MIHATH YSBJICHHS IO IXHIO My3UKy. HaBmaku, BUSBHIOCS:
HE 3HAIOYM BIPIIIB, S, MOXKJIMBO, OCSATHYB TNIMOIIE T1 3MICT, CIpaBXHii
3MICT, HiX 30epirarouu BipHICTh BIaCHE [TOBEPXHEBOMY CIIOBECHOMY BHpa-
JKEHHIO TyMKu» [13].

CrnoBecHi Ta My3W4HI ITOYaTKOBI IMITYJIbCU-KOJIH, 1110 BUCTYIAIOTh 5K
«IIEPIIOTOIITOBX» 70 CTBOPECHHS BOKAJIBHOTO TBOPY SIK «IOCKOHAJIOTO
opranizmy» (A. [llenbepr), — ocCHOBa CMUCIIOBHPAXKEHHS B I[ill KaHPOBIiH
chepi. A. lllenGepr po3kpHBa€e B CBOIl CTATTI 1 iHIIIE MTUTaHHS, sIKe OYJI0 Ha
MOPSIKY ICHHOMY MPaKTUYHO Y BCIX XYAOKHUKIB pyOixoks XIX-XX cr.
e muTaHHS PO 3B’S3KH MY3UKH 3 IHIINMHU BUIaMH MHUCTEITBA, B TOMY
YHCII 1 «MaTepialbHUMI», 30KpeMa, 3 JKUBOITUCOM.

Husa K. leOGrocci sik immpecioHicTa (a el TepMiH HE BHUMAIKOBO
OB’ sI3aHUM 3 1OTO MY3MKOIO, OCKITBKH BUTOKH «BPaXKECHB JIEKaTh caMe
y Bi3yaslpHiH c(epi) MUTaHHSA CUHTE3y MHUCTENTB OYIH MEPIIOYEPTOBUMH.
Bin BBaXkaB, 110 JUII MUCTEITB XapaKTepHI 3arajibHi MPOLIECH €BOJIOIIIT,
30KpeMa, IIOB’s13aHi 3 BUCYHCHHSM TNPHHIUIIB Ta ifgell ogHOro 3 iforo
BHJIIB Ha Iepmuil miaH. Tak cranrocs 3 My3uKoro, sika 3 KiHisg XIX cro-
JITTS «3aThbMapujia» IHII BHIA MHCTENTBA, HE TUIbKM BIUIMHYJIAa Ha
CHMBOJTICTCBKY ITO€3i10, ajie ¥ Ha IMPOCTOPOBI, «MaTepialbHi», «IIPEeIMET-
Hi», «00pa30-TBOPUi» (OPMHU E€CTETUKO-IIOCTHYHOTO BUPAXKECHHS.

BoanepoBceki  «BigmoBigHOCTI», «BidbHA Teyprisi» B. ConosiioBa,
«irrenirennisn» O. Jlocera, «ueBumoBHe» K. JleOrocci, — siBUIIA OAHOTO 1
TOTO K TOPSAKY, IO XapaKTePU3YIOTh HOBHUH THI MHCICHHS XYIOXK-
HUKIB, JIJIS IKHX MaTepialbHAN CBIT MIEPETBOPIOETHCS HA CBIT CUMBOJIB 1
MeTadop, ICHYIOUHH JIHIIE y CBIIOMOCTI, sIKa, B CBOIO Yepry, 00 €KTUBY-
€ThCSI, CTAE MaTepiaibHUM (eHOMEHOM. EQeKT «BiICYTHOCTI MPHCYTHO-
CTi», 32 00pa3HUM BHCIIOBOM OJIHOTO 3 TOCIiaHHKIB TBopuocTi K. Jlebroc-
ci — A. bykypemutiea [14], — pe3yasTaT aecy0’eKTHBI3allii MUCTELTBA
MY3UKH, B SIKOMY OCOOUCTICHE €MOIiiiHe HA4aJI0 PO3YMHSETHCSA B CUMBOJI
3 OT0 HaJ0COOUCTICHOIO 0araTo3HauHICTIO, KBUILOI0 PEAIbHICTION.

«BHIIa peanbHICTRY — EKCTEPUTOpPIaTIbHE «Micle TepeOyBaHHD» XYA0XK-
HBOTO CTWIIO, SKUH, 32 B. CyxaHIIeBOIO, HE TUTBKH HE Ma€ CBOEI «TepH-
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TOpii», aJe i «3abe3neyeHuii TapagoKCaIbHOIO ONTHKOIO; JIUIIIE TOCSTHYB-
i 1isoro, My3HYHHIA CTHIIb CIPSIMOBYETHCSI 10 OJTHOTO — pyXy Iy 10
if cyry6oi iHTHMHOCTI . My3HUYHHMI CTHIIB POCTE «KOPIHHAM Bropy». Moro
KOCMI3M € HE KPIKaHOIO 3arajbHICTIO YHIBEPCATLHUX CYTHOCTEH, a KOC-
MocoM i3cepeaunn» [10, c. 6].

Just criomro K. JIeGrocci B mimomMy, a TakoxK TSl HOrO BOKATBHOI MY3HUKH,
30KpeMa, HaBpsI YH MOKe OyTH 3aCTOCOBAHO KATETOPII0 «IOTIKO-KYIIb-
TypHa JAOMiHaHTay, 3anpornonoBany I'. Copokinoro [9]. Lle oOymoBieHO,
3 OJIHOTO OOKY, MEPEXiAHICTIO CTHIII0 KOMITIO3UTOPA B iICTOPUYHOMY Mac-
mrtabdi, 3 1HIIOTO OOKY, HEMOMJIMBICTIO 3BECTH HOTO 1HAWBITyalbHE MHC-
JICHHS 10 PaHTy YCUTIKHX «i3MiB», mo cam K. Jlebrocci HeogHOpa3zoBo
migkpeciroBaB. Skmo «romiHaHTa» y ctum K. Jlebrocei 1 mpucyTHs, TO
BOHA HE 3BOAMTHCS SK IIO0 SKOICh MEBHOI BIACTHBOCTI Pa3 i Ha3aBXKIH
JAHOTO MY3WYHOTO 3BYYaHHS, BOHA BINPI3HAETHCS IUTHHHICTIO» K Yy
KOHCTPYKTHBHO-TEXHOJIOTYHOMY TUIaHi (Y CTHJIICTHIII MOBH HOTO BOKAIIb-
HUX TBOPIB), TaK 1 B IXHBOMY IMOJANBIIOMY (OKHTT», TOOTO B yMOBax
CIOPUUHATTS, O BiMOOpPaKEHO B MIaJEKTHIll «OCMHUCICHHS» 1 «BUpa-
JKEHHSI», Y HasABHIA MK IIUMU KaTETOPisIMH TUCTAHIII.

BucHoBku. Tibky Ha TIEPIIUIA TOTJISI 3IAETHCSI, IO «KHOPMA CTHITIO
K. IebGrocci BicyTHs a00 € «iMIIPECIOHICTUYHOY» PO3IUIMBYATOK. 30KpeMa,
y cBoix Melodiés KOMITO3UTOP BTUTIOE AYMKH Ta ifei, siki po3poliroBa-
mucs y ¢dizocodii, ecTeTHIl, MUCTEIITBO3HABCTBI HOT0 Yacy, 10 MOBHOIO
MIpOX0 BITHOCHTBCSI 1 JIO BIIHOMICHHS JO CJIOBa. Y ILOMY HAIPSIMKY
K. JleGrocci 30BCiM He TOTPUMYBaBCs Bike c(hOpMOBaHOI HOPMH, TOUHIIIIE —
HOPM, XapakTepHux s «iiceHpy (P. Illydept) abo «BipLIiB 3 My3HKOIO»
(X. Boneh). Y moeTHyHOMY CIOBi, y HOrO CHIBBiZHOLICHHI 3 MY3HKOIO
K. debtocci 3HaXOIUTH CBOTO POAY «30JI0TY CEPEIUHY», 00’ €IHYIOUH,
CHUHTE3YIOUM HATSKH Ha CIOKETHO-TIOJIIEBUH Psill, IO WJe BiJ «0Opa3HOI»
moe3sii, 3 My3UIHOIO «0e3-00pa3HiCTIO.

He BumaakxoBo opientupom jutst K. JleOrocci B MUCTEITBI B3araii, a B
MY3HIIi, 30KpeMa, Oyiia apabecka — «XBHJISICTa MEJIOiHA JIIHIS», sIKa caMa
1o c0o0i HIYOTO HE BHPAXKAE, aJIe YTBOPIOE «TEOMETPHYHY» IO CYTi PopMy
BUPKCHHS MY3UYHHX MOTHBIB, 1[0 CIUTITAIOTHCS, JEMOHCTPYIOYHM CBOL
BIAMIHHOCTI 1 IUTICHICTE OJHOYACHO. TeXHIKa «EAUHOIO 3arajabHOrO
MOTHUBY», 10 sikoi nparHyB K. /leGrocci, Oyna Bmepiue anpo6oBaHa iM y
BOKAJIbHUX JKaHpax, a Y HAWBUIIIOMY, KOHIICHTPOBAHOMY BHIJIS/II BTiIEHA
B «[leneaci 1 Memizagai».
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Acamypan A. C. My3viKanpHble CUMEO0JIbL U UX ROIMUUECKUE AHANO2U
6 éokanvhou nupuxe K. /leoroccu. Llenvio oannoii cmamvu s615emcs Xapax-
mepucmuka ucmokog eoxkanvhou aupuxu K. Jebioccu, eenezuc xomopoii
CO0epPAHCUMCSL 8 XYOO0IHCECMBEHHOM CUMBONUIMeE. B c843u ¢ mem, ymo meopus
CUMBOIUZMA 8 MY3bIKe euje He pa3spabomana, Heodxooumo oviio oopamume-
¢ K motl obaacmu 3HaHUll 00 UCKyccmee, 20e Ima meopus yice umeem noo
co601l 6ecomoe ochosanue — K aumepamyposedenuro. Ha smou baze coenan
8bIB00 O CYWECMBEHHOM 3HAYEHUU ICHEMUKU U NOIMUKU CUMBOIUIMA OISl
cmuns K. Jlebioccu 6 yenom, a ocobenno, ons e2o soxanvhoti aupuxu (melodies),
€ KOMOPOU U HAYUHANACH CUMBOTUCHICKASA IUHUSA 8 MBOPUECHEe KOMHO3UMOpA.

Knroueguie cnoga: cumgonusm, CUMBOIUCINCKASL NOI3US, MY3bIKATbHbLU
cumsonusm, melodiés K. /Je6roccu, croso u mysvixa ¢ melodiés K. [lebiocci.

Asaturian A. S. Musical symbols and their poetic counterparts in the
vocal lyrics of C. Debussy. The purpose of the article is the source charac-
terization of the vocal lyrics of C. Debussy, the genesis of which lies in the
theory of musical symbolism.

Due to the fact that the theory of musical symbolism is not developed yet,
and even as an aesthetic category in the music literature it occurs rarely, it was
necessary to apply to the field of Art knowledge, where the theory of symbolism
already has significant basis, and that field was the History and criticism of
literature.

In verbal art, both in prose and in poetry, symbolism is directly related
with language and form. The language is initial here, as its symbolic nature
turns into symbolism in the artistic expression. This means that the content
(the idea) is changeable in the verbal art, and the word (the image, created
with the word) is more fixed and stable. Neither internal nor external forms
themselves represent the content of the work of the verbal art, but it is embo-
died only in their unity. To indicate that unity there is a concept in philo-
sophy and aesthetics named "intellectuals" (O. Losev), which has three
degrees — knowledge, desire, feeling.

The power of the symbol’s artistic influence is in the creator’s ability to,
firstly, "condense" feeling, and secondly, "infect" others with it. This fully
refers to the aesthetics and poetics of the symbolist poetry and music, which
indissolubly supplement each other in the chamber and vocal works of K.
Debussy. Romantic individualism is denied when the individual feeling tends
to become universal; the unity of individual processes becomes a symbol of a
series of unities; "Me" eternal is experienced in "Me" personal (A. Bilyi).

The very nature of the musical sound, if it lacks direct relation to the
word, is deeper and "cleaner™ in content than any of its "imaginative” imple-
mentations. Periodically "retreating” from speech intonation, the practice of
the social music-making always returns to it through vocal music related with
the word. A typical formula — "The word details, the music — summarizes",
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(Yu. Malyshev) — doesn’t always work, but it’s significantly modified in
various system-intonation conditions.

The assumption, according to which music should evoke some certain
associations, otherwise it remains unclear, is as widespread as everything arti-
ficial and banal can be spread (A. Schoenberg). Verbal and musical initial
impulses-codes, acting as the "first impulse™ till creation of the vocal work as the
"perfect organism", make the basis of the thought expression in this genre sphere.

"Concordances” (Sh. Bodler), "free theurgy" (V. Soloviyov), "intelligen-
tsia" (O. Losev), "unspeakable” (C. Debussy) — are the phenomenon of the same
order, characterizing a new type of the artists’ thinking for whom the material
world becomes a world of symbols and metaphors, existing only in the mind,
which, in its turn, gets objectified, becomes a material phenomenon. The
effect of "no presence” (A. Bukureshliev) is a result of the unsubjectivization
of the music art where the personal emotional origin is melted in the symbol
with its transpersonal polysemy, its "ultimate reality™.

The category of the "logical and cultural dominant” (G. Sorokina) can
hardly be applied to the style of C. Debussy in general, as well as for his
vocal music, in particular. This is caused, on the one hand, by the transi-
tional style of the composer in the historic scale, and on the other hand, by
inability to reduce his individual thinking to the range of all kinds of "isms"
that was emphasized repeatedly by C. Debussy himself. If the "dominant" do
exist in the style of C. Debussy, it is not limited to a particular property of the
current musical sound once and for ever, it differs by "fluidity" in structural
and technological terms (in the style of the language of his vocal works), as
well as in their future "life".

Only at first glance it seems that this "norm" is missing in the style of
C. Debussy, or that it’s so to say, impressionistically vague. In particular, the
composer’s melodiés embody thoughts and ideas that have been developed in
philosophy, aesthetics, art criticism of his time, which fully relates to the
views on the word. In this regard C. Debussy didn’t follow at all the already
formed norm, or norms in particular, typical for «songs» (F. Schubert) or "poetry
with music" (H. Wolf). In the poetic word, in its relation to music C. Debussy
finds out a kind of "golden mean", integrating, synthesizing hints of the plot-
event series, which comes from "imaginative" poetry with music "no-imagery".

It was not the accident that the guide for C. Debussy in the art in general
and music in particular was presented with arabesque — "an undulate melodic
line", which expresses nothing itself, but it forms an essentially "geometric"
form of the musical motifs expression, that entwine, demonstrating their diffe-
rences and integrality at the same time. The technology "of the single com-
mon motif," which was the aim for C. Debussy, has been firstly tested by him
in vocal genres, and it was embodied in "Pelléas et Mélisande" in the highest,
concentrated form.

Key words: symbolism, symbolist poetry, musical symbolism, melodiés by
C. Debussy, word and music in the melodiés by C. Debussi.
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